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The characters I put upon the stage
• • • belong to every age • • • •
They would not be out or place in dress
suits and evening clothes.
JEAN GIRAUDOUX

Like Racine, one or Giraudoux's
principal admirations, he chose for his
heroes and heroines celebrated figures
like Judith, Electra, Helen, who
slumber in books when they are not
fulfilling their destinies in works the
poets have devised to keep them alive.
WALLACE FO\VLIE

CH.APTER I
INTRODUCTION

I.

STATEMENT OF PURPOSE

This paper will attempt to show the anachronism of
setting, theme, tradition, oharacter delineation, and speech
that Giraudoux deliberately puts into his dramatic world.
Only two ot his neo-Hellenic plays are studied in detail tor
this paper, AmRhYtryon .3§. and Tiger §.1 !!!!. Gates (In France
called 1& Guerre~ Troie n•aura RA! lieu--The Trojan War
will not take place).

His third neo-Hellenic play, Electra.

will be commented upon briefly.

The paper will also attempt

to show how Giraudoux's anachronism is used as a device to
give contemporary meaning to traditional myth.

The plays

are considered as dramatic literature, not as vehicles tor
the stage.
II.

BACKGROUND

Shortly after the plays of Aeschylus, Sophocles, and
Euripides had formulated and solidified certain classical
myths, they were alluded to by Aristophanes.

The classical

myths provided allusions tor Chaucer, Shakespeare, and
Milton, to name only "the big three" of English literature.
Throughout the literary history or the world, classical myths
have been a sourcebook tor authors.
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As Gilbert Highet points out in The Classical
tradition, writers of our time sometimes look backward to
ancient Greece and Rome tor inspiration.

"Meanwhile, in

literature, work of remarkable vitality has been produced
by a number of modern authors who have been retelling Greek
myths as plays or stories--oocasionally giving them a
modern meaning" (9:,2;).

At the present time the most

interesting retelling of Greek myths is in the form of
drama.

A whole series of dramas produced by modern French

playwrights has been classified as neo-Hellenic.

The neo-

Hellenic dramatists are "in search of themes which can be
treated with strong simplicity--themes which have enough
authority to stand up without masses or realistic or
'impressionistic' details to make them convincing" (49:532).
One of the avowed leaders of the neo-Hellenie movement in
France was Jean Giraudoux.
Nicol points out:
That playwright who has so distinguished himself tor
his treatment or the legendary, and who in the end,
will perhaps be recognized as the greatest French dramatic writer of the thirties is Jean Giraudoux (13:857).
A playwright does not start a new tradition or move-

ment by adhering to the tradition prevalent during the time
in which he writes.

or

Giraudoux broke away rrom the tradition

Realism into which he was born.

3 that Giraudoux was

Le Sage tells us on page
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••• a leader in the revolt of his generation
against Realism. He rejected~ .2lQs the literary
canons inherited from nineteenth century masters-objectivity, observation, documentation as techniques;
social history or scientific study as aims and claims;
craftsmanship as art {11:28).
In breaking away from the Realistic tradition,
Giraudoux went back to the past for inspiration and gave
contemporary interpretation to what he found there.
this way he established a new tradition.

In

Giraudoux used

history and mythology freely as they fit his whims {4:144).
Giraudoux's anachronism is partly explained by Lemaitre:
Giraudoux belongs to those who adhere to the classics
and who yet realize the relative incompatibility of the
classical conceptions with certain important aspects of
modern life. Therefore he scrutinizes reality,
endeavouring to discover in what way it can be
assimilated to his ideal {10:300).
III.

DEFINITION OF TERMS

Definitions of anachronism and~ as used in this
study will now be proposed.

It is perhaps already evident

that the narrow meaning of "anachronism" is not the only
meaning implied by this paper.

This paper is concerned

with Giraudoux's anachronism of setting, theme, tradition,
character, delineation and speech.
As far as setting is concerned, the fictional world
of Giraudoux 1s anachronistic.

His characters from clas-

sical mythology seem to feel completely at home in their
setting, yet they enjoy the modern conveniences of science
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and psychology.

or

theme.

In Giraudoux's plays there is anachronism

This is the anachronism in which the theme

developed in a play set in ancient times is based on a
classical myth but has contemporary applications the original telling did not imply.

Giraudoux also anachronized

traditions.

For this anachronism Giraudoux introduced all

the elements

or

a firmly established tradition and achieved

a new tradition or completely turned around the established
one.

The way characters from classical mythology were

delineated by Giraudoux is another anachronism.

In showing

the psychological motivations of his classical characters,
he took them out ot their proper historical time.

Lastly,

the way in which Giraudoux's classical characters speak in
the modern idiom is anachronistic.
All these anachronistic elements tall together, and
it is sometimes hard to separate one from the other.

The

general effect of Giraudoux's deliberate anachronisms in
his plays set in the distant .past is that they jar the
reader into a realization that the play is not a historical
play with a specific dramatic setting of time and place.
Such anachronism helps the reader see the universal implication or the play and makes the characters of the play
represent more nearly Everyman.
Giraudoux "anachronizes old myths, giving them
modern life" (8:122).

!he rest or this paper will, I hope,

show that Giraudoux was a master in using anachronism to

reinterpret Greek legends.
The term "myth" as used in literary criticism is a

little hard to define in a clear, concise way.

Frye

defines myth as "the union or ritual and dream in a form of
verbal communication" (6:106).

In much the same way Spense

sees a myth as "the description of a rite, its story, the
narrative linked with it" (14:15).

In their Theory ,2!

L1ter1ture, Wellek and Warren explain that a myth results
because "men can't live by abstractions alone, they have to
till their voids by crude, extemporized, fragmentary myths
(pictures of what might be or ought to be)" (1;:181).
Lewis Spence recounts the development of the meaning of

myth in a way that would be close to the interpretation
followed by Giraudoux:
By special application, it (the myth) came to mean a
tale concerned with the gods and their deeds and
adventures • • • • The word "myth" thus retains for
scholars very much the same meaning that the ancient
Greeks came to apply to it ••• that is, it was an
ancient speech or tale (14:13-4).
Perhaps a combination of all these definitions will
help one understand how myth was interpreted as a distilled
philosophical truth by Giraudoux.

For Giraudoux myth is a

traditional tale ot the exploits or the gods that helps
explain the world and give meaning to it.
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This paper, then, will attempt to show how in
4mphitrzon

3§., Tiger§! !!l!, Gates,

and Electra, "present-

day reality and ancient myths, facts and ideals, explain
and mutually complement each other" (3:128).

CHAPTER II
ANACHRONISM IN £.MPfllTRYON J§.

Giraudoux's concern with the time element and the
various retellings or the visitation or Jupiter to Alcmena
in the form or her husband, Amphitryon, is indicated even
in the "38" or the title or his play.

Giraudoux estimated

that this was the thirty-eighth retelling of the tale.
This shows Giraudoux•s realization or the tradition of the
Amphitryon story.

It is this tradition that he wishes to

retell and reinterpret.
This is a very interesting retelling of the tale
because, tor his purposes, Giraudoux shows us an Alcmena
filled with the psychology and sophistication of a modern
wife who tries at the same time to aot honestly and

practically:
Amid the setting of a purely mythical Antiquity, we see
in her essentially a dutiful and loving wite, not
altogether exempt from coquetry, making the best she
can or an embarrassing and puzzling situation--exactly
as an actual, living woman would do today (10:240-1).
As this comment on the charming Alcmena indicates,
there are many anachronistic devices in this play.

For

example, there is a trumpeter who has to provide a loud
prelude tor all announcements tor the city

or

Thebes.

In

act one he throws an artistic tantrum in much the same way
as some "artists" do today.

The blowing or his trumpet
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note--1nc1dentally he can blow only one note--is his one
big moment and he must preface it with the proper moment of
silence and must get himself into the proper frame of mind
so that this note will have just the right quality.

Two or

his long speeches will explicate this.
TRUMPETER:

Orion may be in the sky but that does not alter the
fact that as a creative artist I have to know what it
is you expect me to blow about. If I have attained any
celebrity among the one-note trumpeters it is because,
before blowing, I compose in my mind a whole musical
composition of which the last note is invariably the
one I blow • • • • The climax may be always the sa~e
but the approach--ahl--the approach ••• 1 (1:27)1
In his next speech he boasts or his great ability
and tells something of his method:
TRU?lP.ETER:

The town may be falling asleep, but I must just stop
and tell you that my colleagues, in fact all trumpeters,
are consumed with jealousy of me. You can see why-because none of them are composers. They tell me that
in the trumpet schools they have instituted, thanks to
my example, a course, teaching trumpeters not to blow,
indeed, but how to perfeot the silenoe that preaeedes
the blowing (1:27).
Another "arty" character introduced into Anmhi trxon
~

is Leda.

She is introduoed "as the first star (the

moving picture heroine, as it were) jealously holding on to
her myth, nursing the legend of herself, wanting to live it
1Instead of the usual act, soene, line designation,
this refers to the lines quoted from the two plays by
bibliograph1oal number and page only.
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deliberately" (16:44).

Toward the end of the second act

Leda enters wearing "silver piped in swansdown but (in)
very good taste" (1:118).

This decoration, of course, is

to commemorate her visitation by Jupiter, who disguised
himself as a swan when he fathered Helen of Troy and
Polydeuces.
Knowing that it has been announced that Alcmena is
to be visited by Jupiter, Leda finds an opportunity to give
a detailed description of the time she was visited by a
swan.

She pleads with Alcmena to do everything in her

power to see to it that Jupiter is not in the form or a
swan when he visits her.

It would be fine if he was any-

thing else, even another bird, but Leda wants to hang on to
"this little distinction" (1:121}.

The trumpeter and Leda

show anachronism of character delineation; their motivations
are explained in terms of strictly modern personality types.
In Amphitryoq

~

Jupiter is accompanied by Mercury,

his favorite son and messenger or the gods.

The way

Mercury is developed makes him a modern character, akin to
the contemporary publicity agent.

He sets things in motion

for Jupiter and sets the scenes so that everything will
convey the right impression.

In the last act or the play

when Alcmena and Jupiter make an appearance before the

throngs of Thebans, Mercury makes up their speeches so that
they will be sure to say the correct thing and make good
"copy."
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Another interesting anachronism in ,An!phitr1oq .3.§.
could be called an anachronism of tradition.

There is a

literary tradition in which women are pictured as decivers
and men as cuckolds.

This is certainly so in the telling

of the A.mphitryon myth by other authors.

Traditionally

this concerns the exploit of Jupiter and the way in which
he forced himself on a mortal.
sents the opposite.

This play, however, repre-

Although Jupiter did sleep with

Alcmena, it didn't count.

The situation in the end 1•

reversed; Alcmena's love is triumphant, and the play represents a far more hopeful interpretation of conjugal love.
Anachronism ot tradition can also be seen in the
concept ot the Eumenides or Furies shown by Giraudoux in
Electr1.

In this play the Furies defy completely the

classic unities as they gradually grow into maidens and
then into tall, powerful women while the revenge or Orestes
approaches its maturity.

This symbolic reinforcement or

the revenge of Orestes is certainly an anachronistic device
that reinterprets an old tradition (13:859).
AmBhitrlon .3.§. contains another anachronism of tradition in connection with war.

Warrior, in trying to arouse

his fellows to the proper fervor for war, uses the oatch
phrase, "Liberty, Equality, Fraternity • • • • " (1:36),
the great slogan of the French Revolution.

Giraudoux was

anaohronizing the Democratic tradition in picturing the
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possibility of the Greeks and Trojans of ancient times
fighting for such a recent philosophical and political
development.
Jean Giraudoux should be compelled to make full
apologies to Sir Isaac Newton because of his allusion to
the law of gravity.

!his anachronism of speech occurs when

Jupiter is finally able to find the right time to be with
Alcmena, after having observed her from the vantage point

ot a cloud in the sky.

He enters the scene on the stage

with a terrific crash of his spear and his shield.

When

the concerned Mercury asks Jupiter it he is all right,
Jupiter replies, "Yes.

I forgot the law of gravity" (1:50).

A humorous anachronism is found on page

5?. In this

part or the play Jupiter is being instructed and tested by
Mercury so that when he becomes the mortal Amphitryon he
will have a typical man's idea of the universe, not that of
the gods.

After Jupiter tells Mercury how he feels about

the nature of the universe, Mercury feels that there is one
more concept Jupiter should have before exercising his
mortal guise.

Mercury asks, "Are you consumed by a desire

to part your hair in the middle and keep 1t that way with
sticky hair lotion?" (l:~?).

Jupiter replies that he reels

the temptation "--Passionatelyt"

This anachronism breaks

the tradition of the all powerful gods, placing them firmly
into the middle class tradition.
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On page 74 there is a fairly long discussion by
Mercury about just how to display Jupiter/Amphitryon to
Alcmena so as to present him in his best light.

Such an

anachronism seems to cry out from its ''classical" setting
and make the audience aware of its modern application.

In

this scene Mercury shows just about the same degree of
color sophistication as the Madison Avenue display staff.
It is as though Mercury knows of the color surveys when he
discusses green as a sinister color, purple and violet as
colors to inflame the senses, and finally decides upon
saffron as the color to bring out the "insipid quality of
the human skin" (l:74}.
OUr

ization. n

age has been called by some "the Age of SpecialA comment on this facet of our contemporary life

is alluded to when Amphitryon and Alcmena are discussing
their favorite gods and goddesses.

When Alcmena states

that her favorite god is Jupiter, Amphitryon shows surprise
at the choice, "Jupiter?

You astonish me rather.

He has

no specialty" (1:10~}.
The concept of the middle class is a concern today.
In &!Phitryoq

l§.,

set in ancient Thebes, Alcmena speaks of

herself as "a middle-class housewife" (1:168).

She

expresses doubt that she, only a middle-class housewife,
could ever be visited by Jupiter in disguise or otherwise.
This anachronism seems to combine an anachronism of speech
with one of setting.
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Throughout the play runs an anachronism even more
subtle than those previously mentioned.

It is the allusion

to events that are to occur in the future and which are
within the power of the gods to know.

Giraudoux, living

well within the future, could speak in very concrete terms
or the most important persons in this history of the
world--"One with his lovely Jewish face (Jesus Christ) and
another with her little nose from Lorraine (Joan of Arc)"
( 1:172).

CHAPTER III
ANACHRONISM IN TIGER il !!:IE, GA~S.
Whereas in the writing of Amphitryon .l§. Giraudoux
made use of a plot already in existence, for Tiger

il

!!l!,

Gates only the characters and the basic situation are
borrowed.

Although the literary style of Tiger

il !!l!

Gates has a classical ring, the satire is neat, modern and
poignant.
So unsubstantial are the relations between this play
and the Iliad, so marked the differences in characters,
so few and so tenuous the similarities in episodes that
our minds are necessarily directed to seek contemporary
meanings from the play (4:18).
The main anachronism in Tiger 111 £11!. Gates is a bit
more difficult to grasp than the anachronisms in Afl.phitryon

.3.§..

It lies in the implication of theme.

Perhaps a quote

from Lemaitre will illustrate.
The emotions gripping the city of Troy when the outbreak of war appears inevitable, the frantic and useless
efforts made to avert the impending catastrophe, have-we easily imagine it--an exact counterpart in our
contemporary anxieties, fears, and forebodings. The
mythical heroes of Homer are shown by Giraudoux as
behaving--mutis mutandis--exactly in the manner or our
modern diplomats and "patriots" (10:241).
Giraudoux took the classical theme of the Trojan war
to make a modern point about wars in general.

The play was

produced in 1935' and, as Michaud points out, "One can read
the French newspapers through his Greek and Hebrew legends"
( 12:144).

In Tiger

il !h!,

Gates the royal family of ancient

Troy is pictured 1n terms of the contemporary bourgeoisie:
Cassandra appears as a slightly idiotic maiden aunt full of
advice--as well as prophecy--that is barely tolerated and
not heeded.

Paris appears as a younger brother who has got

into a scrape.

One can see Paris's condition when he says,

As soon as the question of Helen cropped up, this
whole tribe royal turned itself into a family conclave
or all the poor girl's sisters-in-law, mother- and
father-in-law, brother-in-law, worthy of the best
middle-class tradition. I doubt if there's anything
more humiliating than to be case for the part of the
seducer son in a large family (6:66).
The episode of the rape of Helen becomes farce when
Menelaus is unable to pursue his wife's abductor beaause a

crab has hold of his toe.

Helen is pictured as a pretty

but dumb blonde unable to realize or accept intelligently
the role she is to play.

This characterization is an

anachronism or the tradition of these ancient characters.
Another such bourgeois family is that of the gardener in
~lectra.

When the intention of having Electra marry the

gardener is announced, the gardener's family is in a rage.
It objects to having the troublemaker Electra enter the
family and perhaps bring out some forgotten family skeletons that would shake the seemingly firm foundations or
this family.

The anachronism here is one of setting, for to

have a bourgeois family on the scene or Electra's struggle

for truth is anachronistic.
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A few examples ot the anachronisms that break into
the ancient setting or Tiger

il tge o,~~s and give con-

temporary overtones will follow.
and the discussion

or

A problem ot semantics

the psyohology

note when they break into the play.
the gates

or

or

war ring a modern

When 1 t appears that

war will not be closed as a symbolic 1nd1oa-

t1on that the o1ty of Troy is at peace, a discussion ot the
need tor a war song is begun by the poet Demokos:
have a war songtt (6: 72).

"We must

This is consistent with the

oharaoter1zation Giraudoux has developed for Demokoa.

He

is oharaoterised as a poet well aware of lanauage and its
propaganda power.

The emotive-connotative quality of

various words is disou.ssed at great length.

It is Demokos

or

war psyohology

again who introduces the various aspeots

when the Mathemat1o1an has suggested that there are things
more important than a war song and he replies, "You think

we should discuss the question

or

medals, talse informa-

tion, atrocity stories, and so on?" (6173).
tie1an replies tbat h• had in mind

0

The lfathema-

1nsul ting ep1 the ts."

The Mathematician shows insight into human motivation:
"Soldiers tamous tor their composure lose their seltrespect immediately when they•re treated as warts and
maggots" (617S).

Tbe technique tor winning a psyaholog1-

cal advantage over the enemy 1s the use
degrading insults.

or

insulting and
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An

anachronism or speech, character delineation, and

setting occurs when Busiris, whom Demokos describes as "the
greatest living expert on the rights or nations," enters
the scene (6:74).

Busiris, an authority on "international

law," has his contemporary counterpart in the so-called
impartial observer.

Busiris's ethical standards are such

that they allow him to argue, like the Sophists, on either
side of a question, seemingly with the weight of law on his
side either way.

Busiris gives the Trojans three reasons

for declaring war on the Greeks that would stand up even in
an "international court."
Busiris, being the hypocrite that he is, can find
opposite interpretations to the same phenomena that seemed
in his earlier statements to clearly indicate that Troy
must declare war on Greece with world opinion on the side
of Troy.

When he is faced with the alternative of finding

legal precedent in interpreting the phenomena in a way that
will keep the Trojans out of war or going to prison and
receiving no payment, he readily reverses himself.

When

treated this way he admits, "Actually there are certain
mitigating arguments" (6:76).

Using the same technique of

finding legal precedents from "interna t1onal law," he finds
that it would be possible to discuss the whole business on
a diplomatic level around the conference table.
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When the high level peace conference between Ulysses
and Hector takes place, Ulysses speaks from the past about
the causes of wars 1n the future.

Ulysses says that the

causes of war may be quite unimportant 1n themselves.

"It

might be not even a person, but a small town, or a village:
a little queen or a child; but if you lay your hands on
them, watch out1" (6:88).

Hector can see all too well

that Helen is only a pretext for the greedy Greeks to start

a war, as much of a pretext as the stated causes of most
any war, past or present.
Tiger

n

the Gates has its usual anachronistic ele-

ments of speech that bring the reader into the present
time via modern idiom.

On page 61 Cassandra mentions

"blood pressure" in connection with the feelings of the
men of Troy when they see the beautiful Helen.

The idea of

blood pressure and its connection with sex was certainly
not established 1n ancient Greece.

Again in connection

with Helen, the term "street walker" is indirectly used 1n
insinuating that Helen is a very expensive and high class
concubine (6:62).

The modern soldier and his pin-up for

his barracks would seem to have his counterpart in ancient
Troy.

Demokos declares, "The soldiers who haven't a

portrait in their kit aren't worth anything" (6:64).
Again we see Demokos displaying his propaganda power.

This

time he shows us he has insight into the use of women as a
symbol of war.
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Ulysses takes on the guise or a modern behavioral
scientist when he is talking to Paris.

In trying to avoid

a war over Helen and in order to comply with the wishes or
his father and older brother, Paris 1s trying to create the
impression that he did not violate Helen in any way.

As

his lie progresses and he gets himself in more and more
deeply, Ulysses tells him, "Go on with your story.

It is

an interesting contribution to the study of human behavior"

(6:83).

In this situation we see Paris out of his tra-

ditional characterization as a strong-willed hero.
The play carries the reader to its tragic conclusion.
It seems that an agreement has been reached by both sides.
The "border incident" that sets off the war has a contemporary twist to it.

Ajax, a drunken Greek soldier, staggers

on the scene just as Ulysses, after a successful negotiation
with Hector, is leaving.

Ajax tries to molest Andromache

and is finally prevented and leaves.

Just as he leaves,

the poet Demokos comes 1n and cries out for war and hurls
insults at the departing Greeks.

In an effort to silence

him, Hector throws his javelin and fatally wounds Demokos.
With his dying breath, however, Demokos declares that it
was not Hector but Ajax, a Greek, who killed him.
The war song and the war psychology and propaganda
will be used after all.

The tradition of the Trojan war

has been completely modified.

This is not to say that the
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tradition has been completely changed, for the Trojan war
still takes place.

Giraudoux has shown that it was not the

fatal beauty of Helen and her abduction by Paris that
caused the Trojan war, but a "border incident."

The Trojan

war formula has been used to prove the inevitability of
wars in general and the immutable conduct of people who

provoke them.

CHAPTER IV
CONCLUSION AND SUMMARY
I.

CONCLUSION

In Giraudoux, anachronism is part--an important part
--of his reinterpretation of myth for our time.

His goal

was to have his readers forget their daily cares and set
their imagination and sensibilities in motion.

When

Giraudoux used myth as a basis for a play, he interpreted
myths as symbols of permanent philosophical truths.
His charaeters are not so much historical individuals
as projections of the passions, hopes, and wishes of all
mankind.

Through the use of myth Giraudoux was able to

"translate the meaning of civilization" (5:293).
ing is made tor contemporary consumption.

The mean-

This does not

mean, however, that a complete metamorphosis occurs.

In

Giraudoux's historical plays, despite deliberate liberties
taken with the story itself, the outcome is the same as in
history.

In spite of the contortions, the Trojan war does

take place, Hercules will be born, Electra will stand
against the world in the name of a greater truth.
An

explanation of the life of Giraudoux's universe

does not lie in the comic absurdities of its anachronisms.
It lies rather in the "synthesis, made by the spectator
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(reader) of all concrete elements accumulated by the
writer" (7:37).

The anachronistic elements in his plays

are not just there to create a fanciful drama; they present
a kind of double truth.

As Guicharmaud points out:

"Two

worlds, or two essences of the world coexist at the same
moment and in the same place" (7:31).

Giraudoux does not

present a specific image from which the reader is to make
generalizations.

He presents the general and demands that

the reader provide some living correlative.

"Giraudoux

presents a concrete and present universe, mixed in with
• • • a normal universe."

The problem is, how can he make

a classical universe peopled by mythological characters
represent reality for contemporary man.
His anachronisms that deflate certain classical
heroes and break into a classical setting make the characters represent humanity.

Not only is the reader meant to

sympathize with the hero, he is meant to identify with his
very being in the metaphysical condition.

The invention of

an imaginary world--conceived at least in part through
anachronism--1s meant to emphasize the hidden meanings by
turning the attention of the reader away from the perceived
universe.

This is not the creation of a new dramatic

universe actually, but a return with the help of new forms
to a simple and ancient conception.
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The anachronisms that Giraudoux incorporates into
his neo-Hellenic plays at first strike the reader as fanciful insertions very close to puns.

As he becomes more

familiar and develops a deeper understanding, he sees that
the anachronistic elements result in a whole complicated
reasoning in which contraries are united.

The traditional

setting, speech, character delineation, and theme have been
combined, juxtaposed with the new and contemporary.

The

result is a conception totally new and yet totally old.
Giraudoux's universe is deliberately unreal so that we can
acquire from it an effort toward reality.

We realize that

we have been in at least a partly unreal world, but we begin

to pick from it that which has never seemed real to us
before.

In Giraudoux reality and myth or tradition take back
their rights.

r, A higher form is superimposed on the drama,

a form forged from an idea of tragedy, comedy, melodrama,

fairy tale, history, sentimental anecdote, etc" (7:34).
this list one must certainly add anachron1zed myth.

To

The

result of Giraudoux's "higher form" 1s the esthetic resolution of the distance between the subject and the genre to
which it belongs.

Giraudoux was drawn to the ancient Greek legends
because the Greeks did not see human existence as absurd.
He 1s certain that the Greek myths still carry moral and
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political significance for a contemporary reader.

He tried

to consider an individual life in the terms of its relationship to everything in the world (9:xix):
Even though Giraudoux's solution for effecting
harmony between classical and modern reality may not be
accepted by all as conclusive and final, his clever and
penetrating investigation or the difficulties and the
possibilities will undoubtedly hold for every cultured
man a vivid and engaging interest.
II.

Stn~!ARY

This paper has shown purposeful anachronism as one
method Jean Giraudoux used to reinterpret Greek legends for
a contemporary audience.

It has shown that old meanings of

myth are reinforced and new meanings from old myth are
found by Giraudoux in his neo-Hellenic plays.

This paper

studied just one or the techniques used by Giraudoux to
give meaning to myth for our day; it remains for more to be
done in studying the other techniques and methods the playwright uses to accomplish his revitalization of myth.
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